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PROPOSAL
My thesis work will consist of a series of space dyed
or ikat "f loorpieces" in a variety of textile approaches.
The term "f loorpieces" describes works which are similar
to rugs, but do not function as rugs, in the true sense,
due to a highly textural or three-dimensional surface.
Instead, these "f loorpieces" would supply exciting visual
and tactile experiences to the human body.
As I began designing the various projects which would
go into my thesis, I began thinking more and more about
the human body, and what types of shapes and textures would
be best suited for use by the body. It became apparent
that the "f loorpieces" should relate more to chairs or
furniture, than rugs, as mentioned in my proposal. I felt
that in order to make the body as comfortable as possible,
a maximum of cushion and support should be offered. This
could best be done by shapes which are more dimensional,
or higher off the ground, than rugs or rug related struc
tures. Thus, my thesis work has moved into the realm of
soft furniture.
I would like to thank my advisors, Max Lenderman,
Donald Bujnowski, and Hobart Cowles for all their help,
guidance, and encouragement throughout this project, and
I would also like to thank all the other weavers for their
continued support.
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I . INTRODUCTION
In the field of textiles, as in many of the craft
areas, there is a vast difference between the strivings
of the industrial designer and the strivings of the crafts-
person. The industrial designer finds oneself immersed in
the language of machinery and technical know-how. The
craftsperson deals with the aesthetics of the work, and with
creating one of a kind fabrics or garments. The division
between industry and craft becomes more and more apparent,
as new technological advances make it exceedingly difficult
for one person to work easily in both areas. It is my
opinion that this separation is needless and often harm
ful. Certainly, the designer and craftsperson each have
their own specific functions, but much can be learned by
one group from the other, and much exciting work can grow
from the best of both worlds.
I have chosen to work in the area of architecture
and interior design because it gives me the opportunity
to work with all of these different aspects. The "floor-
pieces" I create must be functional, as well as aesthetic
ally pleasing. They should offer the owner all the ease
in care of commercial furniture, and at the same time,
offer a one-of-a-kind artistic statement to the user. In
essence, the
"floorpieces"
are an attempt at combining the
best of both worlds.
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My technical ability comes from my undergraduate
experience. Great stress was placed on the technical
aspects of creating fabrics. Design and function went
hand in hand. Being pleasant to look at was not enough,
as the fabric must also withstand the structural and
functional demands placed upon it. This added factor in
designing has become a source of enjoyment and challenge
for me, and the creation of textile
"floorpieces"
allows
me to continue in this direction.
Aside from these academic influences, a year was
spent working with architects who concerned themselves
with using fabric as a building material, and through this
experience, I was introduced to new size and structure limi
tations. In addition, the concept of public interaction
with the piece, in this case the building, came to my
attention. Now, fiber structures could be big, they could
create interiors, rooms, or even entire buildings. New
design questions were raised for me. How could the use
of fabric make an interior a more inviting place to be?
Could these interiors, taking advantage of the intrinsic
softness of fabric and fiber surfaces, bring about a
natural, psychological comfort in that space? Could this
positive, comforting effect be transmitted to the people
interacting within that space? It seems many of today's
interiors, done in slick, shiny metal, or hard-edged wood,
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bring an unhuman feeling to the room. I have considered
many of these aspects in creating the textile "floorpieces",
What types of fabrics would be visually exciting as well
as functionally appropriate? What kinds of fabrics and
shapes invite people to sit or recline upon them, and what
kinds are undesirable?
I believe that forms taken from nature, or naturally
occurring elements, are more appropriate to the human
environment. Soft, curved forms relate more to the shape
of the human body, and thus, are more comfortable to sit
or recline upon. The human body is not composed of hard-
edged, geometric units, as one might think, in view of much
of the furniture available today. In addition, I believe
that natural forms are more relaxing to look at and live
with. There is no tension from hard edges and right angles.
They create soft, warm, inviting spaces, rather than hard,
threatening caverns.
The first piece in which I began to explore these
concepts was The Horns . Twelve, soft-sculpture shapes
attached to a panel, and then this panel is repeated to
cover an entire wall or ceiling. (Figure 1.) The effect
is a surface texture made entirely of these
"horn"
shapes.
Although there was not a direct reference to a particular
shape from nature at the time the piece was created, a
photograph of sea shells that I discovered later shows
4-
Figure 1. The Horns
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some evident likenesses. (Figure 2.) After the completion
of The Horns, I started to become increasingly aware of
some over-riding trends in nature that sparked my interest.
The one concept which figured most heavily in the design
ing of the "floorpieces" is that of many units forming one,
or the segmented shape. This type of structure can be
found in abundance in nature. Take a tree or plant, for
instance. Its units are its leaves and its branches, and
together these units form the plant. (Figure 3.) A flower
and its petals also share this relationship, as do many
types of sea shells whose similar parts combine to form
the whole shell. (Figure 4.) Another observation con
cerning the character of the units came to my attention.
All the units or segments have the same general shape, same
gesture, give the same emotional feel, but are ih no way
identical to any other unit or segment. For example, all
the leaves on any given tree would have the same general
shape, the same gesture, and the same line, but no two
leaves would be identical on the entire tree. This method
of structure seemed ideal for creating a natural type of
environment with the "floorpieces", and figured greatly
in the design of their structure.
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Figure
2.1
Sea Shells Resembling The Horns
1Huqh and Marguerite Stix, and R. Tucker Abbott, The
Shell, Five Hundred Million Years
of Inspired Design (New
York: 'Harry N. Abrams , Inc., 1973), p. 16.
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Figure 3
Natural Units
-8-
Figure h
Units in a Shell
^Stix, p. 71.
II. THERE ARE TWO SQUEAKERS IN HERE.
CAN YOU FIND THEM?
The first "floorpiece" was designed for textural and
sensual interest. I wanted to take a fabric surface and
entirely cover it with units of simple shapes. The shape
chosen to work with was a tonguelike shape, or a shape
similar to a mitten with no thumb. I would create a great
number of these shapes, and then affix them to a flat
backing, with the end result a rich textural surface. Each
protruding little shape would reach out to the viewer, and
beckon to be touched or sat upon. Jack Lenor Larsen has
stated, "Certainly, the success of a specific piece of
furniture depends on the relationship of the fabric to the
3
character of the piece." If the character of the piece
was to be interesting and inviting, what better way to
get this idea across than cover the surface of its fabric
with little mittenlike shapes that almost reach out and
call you over. In addition, the use of these units, or
little mitten shapes, fits in with previous observations
about nature and the segmented shape. Each shape con
structed and attached to the backing would join with the
others to create the whole "floorpiece", much like the
Jack Lenor Larsen and Jeanne Weeks, Fabrics for
Interiors (New York: Van Nostrand Reinhold Co., 1976),
p. 28.
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leaves of a tree, or the petals of a flower. The many parts,
or units, would come together to form the whole.
Before creating the large "floorpiece", a smaller
pillow with the same structure was made, in order to be
come acquainted with the technical aspects of construction.
The usage of the "floorpiece", and the technical requirements
for the fabric that covered it, had to be considered. Con
structing a three-dimensional surface in fiber, which was
to be sat or reclined upon, could cause some problems
with crushing and flattening. It would be extremely un
desirable for the surface to get matted after usage, there
fore, the technique for constructing the units should build
in resiliency and bounce. For this reason, wool was chosen
as the fiber, and crochet the method of construction. As
a fiber, wool is highly resilient, which means it has the
natural tendency to return to its original shape when
crushed or distorted. Using the wool in a crocheted con
struction amplifies these good resiliency qualities. By
nature, the technique of crochet supplies a fabric that has
give, stretch, and softness. The combination of this fiber
and technique should supply a soft, comfortable, giving
surface, that, at most, would require an occasional shaking
to keep the shapes from flattening. As for cleaning,
vacuuming, as often as one would vacuum a rug, would be
all that is necessary, although dry cleaning is possible.
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As for color, I decided to use the technique of space
dyeing, and work with a gradation from pink to purple across
the "floorpiece". The process of space dyeing would allow
the individual shapes to be light at the tip, and dark at
the base where they are attached to the backing. This
would stress the three-dimensional and textural effect of
the surface. Having the color move from pink to purple
across the piece would also accent the roundness and dimen
sionality of the
"floorpiece"
as a whole. The colors would
be in warm hues to carry on the idea of being restful and
psychologically restful to the viewer. Cold, hard colors
could make the piece intimidating, rather than inviting,
so that range was avoided.
In the small pillow, several different sizes of the
mitten shapes would cover the surface. The largest and
tallest would be placed in the center, and the shortest
near the edges of the piece, again stressing the roundness
and softness of the form as a whole. The short shapes at
the inside would be the pinkest, with a gradual movement
of shape and color out to the edges, where the shapes
would be purple.
A diagram was drawn to show the placement of the sizes
and colors on the backing, plus the actual scale and shape
of the backing itself. (Figure 5.) This diagram also
helped to determine the amount of each height and color
mitten shape that would be needed.
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Figure 5
Diagram for Pillow Construction
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The first step in the actual construction of the pillow
required crocheting sample sizes of the mitten shapes to be
used, in order to calculate the amount of yarn necessary
for each shape. For example, one of the tallest shapes to
be used was crocheted, and then unraveled to reveal that 10
yeards would be required for each tall shape. This method
was followed for all the different height shapes to be
used, until the yardage required for each size was known.
These measurements play an important role in my method of
space dyeing the yarn. In preparation for dyeing, it is
determined how many of each of the different height shapes
will be needed. This is estimated by using the diagram in
Figure 5. An example of the method is that I know each of
the tall shapes takes 10 yards, and from the diagram, I
determine I need fifty of the tall shapes. On a warping
board, a 10 yard length would be measured off fifty times,
and tied in a bundle, and then this process would be re
peated for each of the other sizes. These bundles are now
ready to be space dyed. Before any dye can be applied to
the yarn, I found that the color absorbs more evenly if the
yarn is soaked in water overnight.
The dye used was Cushing ' s Perfection Dye, and several
colors that made a smooth progression from pink to dark
purple were chosen. I selected these dyes due to their
large color palette, my own familiarity with them, and the
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face that they are easy to use, requiring only dye, water,
and Glauber salt to obtain a fast dyeing.
A large dyebath of each color was prepared, and
Glauber salt was added at the start. Only one quarter of
a bundle's length was fed into the dyebath at a time.
When dyeing the ten bundles, the first 2h yards were placed
into the pot, and 5 minutes were allowed to pass. Then the
second 2^ yards were immersed for 5 minutes, and next the
third, and finally, the fourth. When the entire length
was removed from the bath, the bundle dyed very dark at the
end inserted into the pot first, and light at the end im
mersed last. This space dyeing method, or the method of
dyeing light and dark areas on to the same yarn, made it
possible for the mitten shapes to be light at the tip and
dark at the base.
A very simple formula was used as the crochet pattern
for the mitten shapes. Beginning at the light end of the
length, crochet a circle of six single stitches. Continue
to crochet around this circle in single stitches, and
increase one stitch at six to ten randomly chosen points.
Stop when a foot of yarn remains, as this long tail will be
used to attach the shape to the backing. Using this method,
all the shapes were similar in look and gesture, but no two
were identical. This concept in structure was borrowed
directly from the observed themes in nature previously
discussed in this thesis.
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Yarn for the backing was dyed a solid color, matching
the mitten shapes that would be closest to the outer edge.
The backing was then constructed using the double stitch,
copying the size from the diagram I had drawn. After com
pletion of the backing, the shapes were slip-stitched down
using the tails of yarn that remained on each. When all
the units were attached, the pillow was ready to be stuffed.
Taking the pattern shape from the diagram, a pillow form was
constructed using commercially purchased, polyester, Tcnit
fabric, and the backing with the mitten shapes was stitched
on top.
The completed pillow proved quite interesting. (Figure
6.) I was pleased with the plush textural surface created,
and felt the small pillow was a success. I especially en
joyed the way the mitten shapes moved around the stuffed
form underneath, bending and turning over the rounded sur
face, emphasizing the softness of the entire form. The color
and size range worked well on the pillow, but in order to
adapt the construction process to a larger scale, changes
had to be made. In the small pillow, each shape attached
to the surface could be given special attention. Its place
ment was considered as far as the size and color of the unit,
and how well it worked with the units around it. I felt that
this type of treatment was not possible on a larger scale,
as there would be too many shapes to give each one special
consideration. It would have made what was destined to be
-16-
Figure 6
Pillow
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a long involved process, ridiculously time consuming and
complex. In addition, the variety of colors and shapes
presented a surface that would not translate well into
large scale. In a small piece, the viewer can read the
whole shape at one time, and bring all the colors and
sizes together to formulate the feeling of the piece. On
a larger scale, the viewer responds to different areas
of the shape, and the sum of these responses forms their
evaluation. Each of these smaller areas should be a micro
cosm for the feeling of the larger shape. By reducing the
number of sizes and colors from seven to three, I hoped to
resolve these problems. In viewing the shape, areas deal
ing with the relationships of three sizes and colors would
be much easier to translate, and bring a more unified look
to the shape as a whole. The placement of each individual
shape on the backing would also be simplified. There were
now only three sizes and colors to pick from, as opposed to
seven. After I had simplified and standardized the con
struction process to this point, I felt ready to begin the
large piece.
The size of the
"floorpiece"
was designed for use in
an average livingroom. The piece was made as large as
possible, without becoming overwhelming or intimidating.
The
"floorpieces"
should co-exist with the space of the
room, and with the room's inhabitants, and should not
threaten or crowd. When the specific dimensions were
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decided upon, a scale drawing, similar to the one for the
small pillow, was drafted. The sizes chosen for the mitten
shapes were 6 inches tall, 4 inches tall, and 2 inches tall.
The tallest would be dyed magenta, and the shortest, purple.
The middle size would be dyed in a bath composed of half
magenta and half purple. I felt that this would ensure a
natural transition from light to dark.
The steps for construction of the large "floorpiece"
were much the same as for the small pillow. A sample shape
of each of the three sizes to be used was crocheted in
order to determine the yardage required. The amount of
each size needed was estimated from the drawing. Bundles,
of the appropriate length, were wound on the warping reel
and prepared for space dyeing. Cushing's Perfection Dyes
were again used, with one modification. Acetic acid, added
to the dyebath, gave the positive result of making the
colors slightly warmer, and thus, the piece more inviting.
Dyeing commenced as before, and the shapes were then
crocheted and attached to the backing. A form for the
bottom was constructed from the same commercial fabric as
the pillow, and was filled with plastic pellets. The
crocheted surface of mitten shapes was then attached to
the stuffed form, and the piece was complete. At the last
minute, I decided to take advantage of the gallery situa
tion, and hide two squeaker toys in the piece by concealing
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them inside two of the mitten shapes. The title, placed
next to the piece, would then invite the viewer to come
and play among the shapes, and try to find the squeakers.
This aspect could be omitted for "floorpieces" in the home,
if the owner so desired.
The "floorpiece" and companion pillow made an attrac
tive set, and were successful in many aspects. (Figure 7.)
The surface textures of the two work well to complement
each other in scale and color. A smooth transition moves
between the smallest shape of the pillow up to the largest
shape of the "floorpiece". The contrast in color plans
also allows one to show off the other. The complex color
arrangement on the pillow keeps it separate from the chair
itself, and both become interesting to look at in their
own respect. One area I am not happy with is the color
transition on the large "floorpiece". There is not a
smooth movement from pink to pink purple to purple . The
middle color is much too close to purple, and creates a
break in the surface rhythm. I am not sure why this occur
red. Perhaps it was the assumption that a dyebath of half
pink and half purple would give me a color halfway in be
tween, or perhaps Cushing's dyes do not mix with predict
able results, and a third, separate and distinct color should
have been chosen for the middle hue. Before any such
transitions were attempted again with Cushing's dye, some
experimentation would be necessary.
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Figure 7
There are Two Squeakers in Here. Can You Find Them?
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The textures of the two surfaces also work well
together. On the pillow, the shapes stand up and produce
a sensation of rich textural depth. In contrast, the
shapes on the large "floorpiece" fall over due to their
increased height. The surface offers a playful feel to
the viewer, as the shapes flip and flop all over the
"floorpiece". The chair and the pillow each retain their
own character and individuality, and at the same time,
complement and contrast with the other piece.
Using the plastic pellets as stuffing worked well
in the "floorpiece". The shape offers the user support,
as well as the option of pushing, pulling, or shaping the
chair to suit their own need. In general, I would say
that I am pleased with this
"floorpiece"
and pillow set,
and feel it is successful in many of the goals it set out
to fulfill.
III. LOBED CHAIR
The second "floorpiece" was a study in structure
and fabric behavior. Working from nature, I had arrived
at a lobed sort of shape, resembling the petals of a
flower. (Figure 8.) This sort of shape would be suitable
for a "floorpiece", as the lobes could be flipped back
and forth to accommodate a sitting, semi-reeling, or
reclining figure. The next step was to decide what type
of fabric I wanted to use for contruction. "Seating with
a strong silhouette is, in effect, a piece of sculpture,
and the upholstery should affirm and emphasize the form -
not camouflage
it." Woven cotton fabric dyed using the
technique of ikat would work well in emphasizing the lobed
form. Ikat, a process of tie-dyeing the warp or weft
threads, is characterized by subtle up and down shifts
of color due to the movement of the threads when they are
placed on the loom. The up and down movement of the color
areas of the ikat would carry through the up and down
movement of the three-dimensional form, or the lobes. As
for the size of the chair, I felt it should be large in
order to allow the body plenty of room to nestle into the
bends and folds without feeling any lack of support.
4Ibid,
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Figure 8
Lobed Shape
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Before dyeing could begin, exact calculations were
made for the warp's length and width, using the drawing
of the lobed form. A piece of fabric 45 inches wide and
18 yards long would be large enough, but the prospect of
tieing and dyeing a warp of this size presented a real
challenge. The first alteration was to divide the warp
into eight equal sections, and work with each section
independently. This way, approximately 6 inches of the
warp's width would be tied at a time, instead of the whole
45 inches. To make the length easier to manage, each
section was wound around a warping reel, and tied off
while in this position. The simplest of ikat patterns
was chosen; a 6 inch stripe that repeated in four colors.
Only the warp would be dyed using the ikat process, and
the weft would be left solid. The piece dyer in the
studio was used for the actual dyeing, because it could
keep the 18 yard length in constant motion and ensure an
even dyeing.
The warp, an embroidery floss type yarn, was wound
in eight sections on the warping reel, and then dyed rose
in the piece dyer using Cushing's Perfection Dye. Each of
the eight sections was put back on the reel, and every 18
inches a 6 inch length was tied off using balloons, in order
to save the rose color. (Figure 9.) The sections were dyed
in red, and the tieing process was repeated. There was a
-25-
Figure 9
Section on the Warping Reel
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third dyeing in mulberry, and the sections were again tied
off, and a final dyeing in dark burgundy. The balloons
were removed, and the sections were ready to be put on the
loom. The sections were wound on a sectional warp beam one
at a time to allow better tension control. This method of
warping also created additional shifting effects in the
color patterns. The warp was woven, using a fly shuttle
for increased speed, and 16 yards was the length of the
finished fabric, losing 2 yards to loom waste and take-up.
I decided the best way to approach construction of the
"floorpiece"
was to make a pattern out of muslin first, and
then slipcover that shape with the woven fabric. The
pattern for the muslin copy only contained three pieces;
the two sides, each cut as a single piece, and one long
length that went across the bottom, up the front, in and
out all the lobes, and back to the bottom. The pattern for
the slipcover was somewhat more complex. The ikat pattern
created many variations throughout the striped warp. In
the first few yards, the stripes lines up evenly, and were
not as interesting as the last few yards, where increased
shifting caused more exciting patterns. The bottom was
cut as a single piece, taken from the least interesting
end of the warp. The sides had to be cut in a multiple of
pieces. If the sides were cut in one piece on the striped
fabric, the ikat design would run straight across the chair,
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being parallel to some lobes, diagonal to others, and
perpendicular to still others. This problem was solved
by cutting the end panels for each lobe separately and
straight grain on the fabric. These pieces were joined
at a semi-circular pivot piece near the bottom. The effect
of this treatment was that the ikat would run the same way
across each lobe, and there would be a fanlike pattern
created across the side of the chair.
Shredded foam was the best stuffing material, as it
offered softness as well as bounce, and 40 pounds were
required to fill the muslin shape.
The slipcover was then sewn, and an upholstery zipper
was put in the bottom piece to allow removal of the cover
for dry cleaning. Every seam in the chair was sewn twice,
using what would be considered small stitches for upholstery
weight fabrics. This was done in an effort to counteract
the natural tendency for handwoven fabrics to fray, or have
their threads pull out in sewn seams. The stuffed muslin
form was inserted into the cover, and the Lobed Chair was
complete. (Figure 10.)
Visually, the chair offers exciting patterns as the
ikat travels in and out, following the surface of the lobes.
I am pleased with the color, pattern, and scale of the ikat,
and feel it works well with the size and shape of the
"floorpiece". The real success of the Lobed Chair is the
extreme comfort it offers the user, The chair can adapt
-28-
Figure 10
Lobed Chair
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for sitting or reclining, and offers superior support and
comfort in either position.
There are some aspects of the pattern for the slip
cover that did not work well at all, and that I would change
in the future. Cutting the side sections into a multiple
of pieces seemed to create an array of unnatural stresses
on the semi-circular piece that joins them. The seams
around this pivot point always look as if they are ready
to burst, and create a visual break in the smooth easy
movement of the piece. None of these stresses occurred
in the muslin form, so I can only deduce the stresses came
from all the extra seams added when the side was divided.
If a solid fabric was used for the slipcover, I would cut
it in three simple pieces, as I did the muslin, but some
experimentation would be required to perfect the pattern
for striped, plaid, or printed covers. There was also a
problem with the muslin shape when it was first stuffed.
There was nothing to close off the bottom of each lobe, so
the stuffing within it had a tendency to fall down into the
bottom of the chair. This was remedied by basting across
the bottom of each lobe with heavy thread in order to close
it off. A better way to obtain the same results would be
to make the muslin in seven sections; one base slab,, and
six lobes. These shapes could then be stitched together by
hand and natural compartments would be formed to hold the
stuffing in place.
IV. CONCLUSION
The "floorpieces" were successful in allowing me an
opportunity to combine technology and aesthetics through
the creation of a unique kind of furniture. At this point,
judgements can be made concerning the visual excitement or
the comfort of each piece, but much can still be learned
from them in the area of durability. It will be of great
interest to me to see how these chairs look after many
months of intensive usage. These observations will help
in adapting the patterns and processes for future "floor-
pieces". Do I have to make the stitches tighter? Did they
pull or snag? Were the dyes fast? Does fading indicate a
new dyeing process should be explored? There are additional
special considerations due to the fact that they are totally
soft, and have no wooden or metal supports or frames. Did
the chairs hold their shape after many months of usage?
Do they fluff up as attractively after two years, as they
did the first week? It is evident that the
"floorpieces"
will provide many months of learning experiences after the
completion of the actual pieces.
After constructing and seeing the full scale pieces,
I believe more than ever, that this type of furniture is
feasible to produce, and with some alterations, possible
-30-
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to market at a profit. Public reaction has generally been
good to the concept of soft furniture, and to the chairs
themselves. Most people do agree that too much commercial
furniture is poorly designed. It tends to be either un
comfortable, or built for a user of one specific height
and weight. Few commercial styles can adapt to many
different body shapes, and many different sitting positions,
Totally soft furniture offers a welcome change.
In order to market the "floorpieces" more easily, I
would like to keep their price range close to that of
commercial furniture. Pricing them any higher may have
the negative effect of discouraging people from trying this
alternative, because they could get traditional furniture
at a lower cost. The crocheted chair, as well as the
woven one, was entirely too time consuming. The slow
tedious processes that went into both their constructions
make them unaffordable. I don't feel that the crocheted
piece could be easily adapted for quick construction, but
the Lobed Chair offers some exciting possibilities. Other
reasons that the Lobed Chair has a higher potential are its
superior comfort, and the fact that its simple lines would
allow it to blend with traditional furniture already owned
by the purchaser. Produced out of commercial fabric, which
could be chosen by the client, the chair could be completed
in a few days, making the cost quite reasonable.
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In the future, I would like to work with the lobed
shape, or shapes similar to it, and create a whole line
of furniture that could easily and quickly be produced in
my home. Elongated shapes could become couches, and smaller
shapes could become more portable chairs.
I would also like to explore the areas of furniture
where one might conclude soft shapes would not be appro
priate. Office furniture, tables and chairs, or furniture
used outdoors would fit into this category. Would soft
shapes really be non- functional in these areas, or are we
just too accustomed to seeing hard wood and metal in these
situations? Working with soft furniture shapes has been
a gratifying experience, and has left open to me a number
of areas in which I am able to continue this work.
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